This chapter aims to provide a comprehensive theoretical framework for describing and interpreting digital videos as artefacts for producing, sharing and advocating cultural visions of the (social) other. The main objective is to explore in a non-formal manner the 'meaning landscape' of cultural visions (images) of the migration complex based on a small family of 'topoï' ('common places', in ancient rhetoric) which serve as doxastic frames of reference for masses of people around the world to judge (social) other and to interact with him. The principal empirical research domain, for this research work, is the You Tube platform with its thousands of videos and video channels dealing with migration.
Preliminary remarks
According to the UNHCR (United Nations High Commissioner for Refugee), there are today (2018) more than 68 million of forcibly displaced people worldwide of whom about 25 million are refugees (UNHCR 2017) . The main reasons are war, political, religious and other discriminations, poverty, lack of jobs and youth bulge. Not only alt-rights but also neonationalists (like, for example in Europe, the Northern League in Italy, the Front National in France, the Fidesz party in Hungary, etc.) with strong media and political coverage (Eide & Nikunen 2011; Pink & Abram 2015) argue that the so-called developed countries have been (and still are) exposed to a risky influx of (im)migrants that is about to destroy the economic, social and "cultural" dimensions of Western society. However statistically the majority of displaced persons and refugees (around 85%) is located in the so-called developing countries of the South (UNHCR 2017). One of the most dominant themes is that of the 'European migrant (or refugee) crisis' (Luft 2016; Schulze Wessel 2017; Crawley et al 2018) , which refers to the increased influx of refugees from Muslim-majority countries trying to join the EU since 2014/2015 across the Mediterranean Sea and overland through Southeast Europe. This theme finds a tremendous echo in the traditional news media as well as in the digital social mediasphere.
Even if it is extremely difficult to give exact figures, the number of You Tube videos dealing with the European refugee crisis can be estimated at several tens of thousands. As we can easily check it in using the YouTube search engine, new videos on this topic are posted almost every day. This quantitatively impressive video production is realized by traditional information media (TV and news channels), NGOs (non-governmental organizations), associations, political think tanks, religious and other charity organizations, political parties and, finally, a diversity of social movements, informal groups and anonymous individuals.
In the social media in general and on You Tube in particular, we can observe besides the circulation of video content belonging to the traditional audiovisual genres, the production of new video genres . Representative traditional audiovisual genres which have shaped the history of audiovisual content production during the 20 th century and which we can find also on the social media platforms, are, for instance, news programs, reportages or documentaries. Among recent audiovisual genres, we find web micro-movies (movies with a duration from some seconds to some few minutes), webdocus, direct video recordings (of events, vox pops …) and especially remediatized or remediated videos -a broad category of remixes of already diffused videos coupled with new communication intentions and hence modifying an initial message (e.g. on this specific topic Lucke 2017; Thevenin 2017 , Navas et al. 2015 Ruschmeyer 2012; Eugeni 2012 ). On the YouTube platform, these videos are diffused via 'channels', which are small, user-generated and managed video portals. They are shared and commented by local, regional and sometimes global communities of video consumers.
In this sense, the digital social mediasphere (here: the YouTube platform) forms an excellent "in vivo" laboratory to observe the production, circulation and processing of cultural (mental and visual) images of the figure of the other. Examining You Tube videos can consequently help us to better understand the diversity and evolution of popular beliefs in a globalized world.
These beliefs constitute the 'common sense' (Geertz 1983 ) of a new type of social groups that can no longer be identified with reference to ethnic, national or religious criteria. Instead, they tend to form 'doxastic communities', i.e. communities that recognize themselves first and foremost in a set of themes, values, narratives, discourses and iconographies, which they share, use and exploit in their daily life.
Goals of a semiotically oriented video analysis
We understand here videos as 'textual traces', that express or stage 'topoï' or topical fields (Bäumer 1973) . The notion 'topos' stands for meaning models used by people as evidential, common sense truths and references (Geertz 1983) We want to reconstruct the topoï that frame the visions of the migrant/immigrant in using an interpretive and semiotic reading of videos. This approach refers to a general grid for identifying 'remarkable' or 'critical items' in a corpus of audiovisual data. Indeed, the perceivable linear audiovisual flow contains a series of hotspots, which -hypothetically -offer an access to the 'meaning-sphere' of a video.
Major categories of remarkable or critical items are identified in Figure 1 . In this sense, we can speak of remarkable audiovisual objects, remarkable visual and acoustic shots, remarkable syntagmatic (linear) constructions of visual and acoustic objects in form of edited or unedited ('pro-filmic') audiovisual configurations, remarkable continued or distributed thematic and narrative sequences; remarkable features in the staging of the quoted elements (objects, shots, sequences…) such as camera angle, camera movement, lightning, dubbing features, etc.
A global common-sense narrative
Drawing on a corpus of about 150 videos on the YouTube platform, we have identified a field of ten major topoï which belong to a global narrative we call the 'Homelander-Stranger drama for inhabiting and shaping Homeland'. This drama produces an enormous variety of stories diffused by videos in the social mediasphere. The identification and definition of the ten topoï are based on a small series of narrative elements -entirely in the spirit of Greimas' narrative grammar (Greimas 1970) . This series of elements includes the following four types: 2) A central space: the Homeland, the territory of the Homelanders. This territory can be embodied by a continent (Europe, America), a country, a city, a district or a rural area. The
Homeland is the territory the Stranger is aiming at. The 'Homelander-Stranger drama' is a common-sense narrative and indispensable for thematizing the migrant from the most varied points of view. In fact, none of the many, sometimes contradictory stories about migrants could be imagined without this presupposed drama. Figure 3 lists the ten main topoï we found in our analysis of 150 videos. Each one form the semantic basis for a great diversity of images or models of the migrant. They offer the content for doxastically motivated "main stream" attitudes, discourses, narratives and iconographies on YouTube and in the digital and "traditional" mediasphere.
A brief look at Figure 3 shows us that the identified topoï are not independent from each other but rather form structural configurations that maintain manifold interconnections. For our non-formal presentation of the 10 topoï in this article, we have chosen one grouping among other possible ones.
Before turning to the 10 topoï, we would like to point out that most of the videos were not made by migrants (and also not by refugees). In other words, the videos examined are not from migrants but about migrants. In a certain sense, they reflect the ('natural', doxastically given) self-understanding of the (very generally speaking) 'occidental world of to-day' in relation to the 'other', who from a historical point of view is mostly the colonized other (in Africa, the Near East, ...). In that sense, it would be interesting, to examine critically the worldwide production of videos about migrants in the social and 'traditional' mediasphere as a production that tends to show ideological traces of an old colonialism at work, which -in a new disguise - 
Nomads against their will
The first two topoï ( Figure 3 ) thematize a common image of the migrant as a person condemned to nomadic existence. The first topos, entitled 'The migrant is an infelicitous former Homelander who was forced to leave his original Homeland', thematizes and narrates stories of people who leave their home against their will and whose new horizon of meaning consists in the desperate search for a new Homeland. The central message of this topos is that we should consider the reasons why somebody leaves his home to be able to understand the meaning of this decision. Videos telling the 'Homelander-Stranger' drama in the sense of this topos illustrate it with the help of stories of families, children or elderly people who are robbed of their homes and possessions by war. The previous lives of these people are often visually and verbally portrayed as one that in principle corresponds to that of a 'normal' family elsewhere. 
On the (symbolic, economic) value of migrants
Topoï 5 and 6 ( Figure 3 ) deal with the value of the migrant for the Homelander and his territory, the Homeland. The fifth topos, 'The migrant is an (infelicitous) trustworthily Stranger who tries to become a good Homelander', articulates a vision based on the industriousness of the migrant. The Homelander has to appreciate these foreign people, because they are proud to become good Homelanders in the new Homeland. This topos alludes the Kantian imperative of the 'ungesellige Geselligkeit' (Kant 1978 Besides the above discussed utilitarian reference frame, there exists however a considerable number of videos which develop more heterodox positions in celebrating the intrinsic goodness of cultural diversity (which has not to be justified or founded on more basic principles), the intrinsic right for everybody to be different and to live his/her difference.
The other as our likeness or as a destructive, deadly alien
The seventh topos, 'The migrant is an (infelicitous) Stranger resembling us who deserves understanding and benevolence from the Homelander', promotes visions and values of an allencompassing human community and an empathetic, inclusive attitude towards its unfortunate members, sisters and brothers in need. Consequently, this macro-topos develops more specific themes and discourses related to the similarities between all human beings, i.e. characteristics that all human share; the moral obligation for helping somebody in distress; religiously and philosophically inspired reflections on compassion and pity.
14 Cf. for instance the documentary "Immigration and Cultural Change" of Schlessinger Video Productions, published on YouTube 2016 by John Berg: https://youtu.be/zESKxpV73Sw produced in 2015 by the International Organziation for Migration 15 . The basic message of this animation of still images is that immigrants and refugees who are forced to live in the camp of Calais in France are people like "you and me". This evidence is produced by a montage of a series of sequences, each one organized in three acts:
• first act: short written texts (example: "Just like" you"; "Just like us"; …);
• second act: a visual evidence (a bicycle; a pan; …);
• third act: a second short written text containing the explanation ("… they want to go to school"; "… they have to eat"; etc.).
The last sequence of the animation finishes with the affirmation "Just like you … they deserve dignity and respect".
The eighth topos, 'The migrant is a destructive Stranger who assaults the defenseless
Homelander and against whom one must stand up', occupies a specific place within the family of the ten reconstructed topoï in the sense that it focuses on migrants as destructive agents that invade Homeland with the intention to replace (physically) the native Homelander.
Interestingly enough, the affective thematic 'infelicitous isotopy' that runs through the first seven topoï, disappears here. A destructive Stranger cannot be infelicitous! Stories nurtured by this topos reconstruct the division between the inner world of the Homeland and the outer world which is a terrific, eerie space full of destructive agents against which the Homelanders must stay together, with dignity and aware of the uniqueness of their hearth. Typical titles of videos here are for example: 2) The thematic (and visual) 5) Finally, the thematization of a variety of cultural references defining the Homeland. These cultural references dip in the fabulous historical epochs of Homeland (the Roman Empire, the Vikings, the Teutonic knights, the Napoleonian army, etc.). All these cultural references thematize the glorious history of warfare, rehabilitating regularly fascist and Nazi "achievements" and symbols.
Overall, the 'Stand up, menaced Homeland' folk culture can be understood as the product of different influences, ranging from political activism (such as identitarian, neoconservative and white supremacist movements) to video game and tv culture. It is also nurtured by a plethora of so-called experts and journalists working for highly conservative (web) news channels (such One central and recurrent scientific theme is the "pull-and push" theme, i.e. the fact that migration is based on "push"-factors (= the reasons why people leave their place) and "pull"- 
Concluding remarks
The research work outlined in this chapter in non-formal terms should be understood as a contribution to an archaeology of mediatized content (here: content circulating in the social mediasphere). Its task is to elicit the common sense underlying the social classifications of the other (here: the migrant complex) through a semiotic-interpretive approach to textual (here: audiovisual) corpora. We consider common sense as a sort of fundamental semantics (Greimas 1970 ) underlying the practical thinking, judgment and verbal and non-verbal doing of people for whom it forms an unquestioned, presupposed doxastic framework.
This approach primarily addresses the problem of culture as that of a sphere of permanent "sense-making" for a social actor (a person, a group, a community, ...). 'Cultural diversity' is seen here as a problem of identifying diverging doxastic frames of reference for practical
